This article aims to present the audience reception of Black Panther by an Afro-Brazilian public. It raises questions about the autonomous appropriation of the film's messages by an Afro-Brazilian diasporic community. It also questions the construction of a black identity, present and future, linked to an apparent rediscovery of the African continent by the global cultural industry. The theoretical framework is Afrofuturism. The methodology is audience reception studies as well as thematic content analysis.
The article is divided into three parts: the first is based on the comments found online, unedited but translated, to provide an overview of the tone of the online conversation. This opening part of the article sets the scene for the subsequent dissection of various aspects of the film and its reception. It aims to give a Brazilian panorama of the reception of the movie and maintain, as much as possible, the personal impressions of the commentators, without adding an interpretation by the author. Following this section, a general reflection on the film is presented. It does not aim to address a critical analysis of the film due to space constraints, but aims to focus on three key points: the black representation in the audio-visual; the representation of women; and the insistence on the reproduction of a binary vision of wrong/right that is understood as functional to the interests of the film. To conclude, the third section attempts to provide a Brazilian Afro-diasporic analysis of Black Panther, framing the film within the Brazilian socio-political context; placing the criticism of the film within discourse that covers the appropriation of social struggles by the cultural industry as a strategy of cultural imperialism that attend only to market interests. Originally, these analyses were a collaboration with Deley Wanderley Cunha, but owing to his personal situation, which has been under a protocol of personal security since the murder of council woman Marielle Franco in Rio in March 2018, 2 further collaboration was not possible.
Even so, it is important to record our attempt and include his comments, which were the starting point for the reflections in this article, especially in relation to the representation of women.
Media reception in Brazil: online comments
Deley de Acari posted the following:
I have doubts about whether all African elites are concerned with combating racism. As much as it maintains genocidal conflicts against other African peoples. Or that they are in some way reduced to the business and privilege that inequalities or extreme poverty guarantee. Hence to worry about racism in the world or in the black diaspora? Utopia is worth in a story that I invite to write.
Halooo the film is made in the USA by Marvel. Even at this time we worry about assaulting ours. And a commercial film that like everyone has some topics of everyday life, in the case some principles maintained until today by and in communities. Now let's not turn fiction into contemporary reality.
The king of Wakanda, I do not know ... left, right, center or Wakandense of the white line? From the White House ... .
Patience ... A cool step was taken ... Black majority cast (and black director) in a Disney over production.
Rhaysa Ruas, a militant, researcher and black lawyer, and a member of the Black Collective Patrice Lumumba, one of the women who commented on Deley's post, answered my email by sending this comment: I find the film a disservice. I think it puts Africa and the diaspora in a situation of rivalry, competition and humiliation for whites' entertainment. I think it is essentialist, idealistic and bourgeois. I think hetero normative. I think it strengthens the nation-empire state. I think it disrespects the history of struggle and resistance both in the African diaspora and in Africa. I think it brings a representativeness that only reinforces the status quo and creates conflicts between us using a legitimate shortage/ need of ours and in that sense is cruel. I think the end of the film, the UN, the NGO, says a lot about the message he wants to get through.
Comments were also collected from the "rolezinhos" (online) pages; in Brazil, the word "rolezinho" 3 defines specific occupation of public spaces and shopping centres organised through online mobilisation, mainly on Facebook, by groups of thousands of young, mainly black people from the periphery. Since its initial occurrence in 2013, rolezinhos quickly spread throughout Brazil's largest cities, raising both criticism and support. The criticism reflects the strong prejudice and racism that link the gathering of young black people from the periphery to criminal events such as riots, theft and aggression. The supporters, in turn, defend the phenomenon as a form of resistance by young people from the periphery to the social apartheid in Brazilian metropolises, denouncing the socio-economic and racial inequality in the country.
In relation to Black Panther, the "rolezinhos" were organised by young blacks and activist groups in order to promote communal sessions, even bringing together up to 275 people in a session in São Paulo, and 185 people in Porto Alegre. In Rio, one of these "rolezinhos" happened at the Shopping Leblon, one of the most affluent neighbourhoods in the city; its impact was both symbolic and physical. The lack of black bodies, except to perform service functions, in these places is noticeable, so their massive imposition during a "rolezinhos" represents an affirmative occupation by black people of the Leblon territory, where many are marginalised because the neighbourhood is understood to belong to the city's white elite (Gonçalves 2018) .
The commentators wrote very positive responses to film. They felt that the film was finally giving "space" to black voices and bodies; that the representations were positive;
and although they admit that the progress being made is small ("homeopathetic doses") it is still progress. They also felt that the film was opening a "space" for which they could gain actual transformation and empowerment in Brazil. They also acknowledged that to be black in Brazil is dangerous, irrespective of where one lives; and ultimately viewing the film allowed them to embrace their "blackness" with pride. 4 The article, Two Black Panthers by Slavoj Žižek (2018) , was translated and published on the Bontempo website, receiving sophisticated and critical comments by the spectators, including:
It has never been so easy to root for the villain as Black Panthers. The cynicism of Wakanda's black aristocracy is scandalous. They cannot help their articulate and strategic periphery, which must thus remain to guarantee the existence of paradise on earth. As Zizek already points out, those who advocate the socialization of advanced technology in favor of the struggle of the oppressed are the film's villains. When this socialization happens, it happens via UN. That is, world dominating order. Just another haunting narrative that teaches us to be orderly, peaceful and collaborative: there is room for all in capitalism;
Every perspective of this film is really interesting! It is important to say that all this production strongly exposes a worldview, i.e., a way of seeing the world in all areas of life; and that the whole script was designed to convince the audience of it. It's worth watching? Yes! The graphic of the film is jaw-dropping, the action scenes are ver y electrifying, and the rituals symbolizing the African tribal traditions carry us to a reality totally different from ours. The performances of the actors are sensational, they masterfully incorporated the roles [...] The way the technology was perfectly integrated into the African culture
Rolezinho. An example of rolezinho photograph by Leonardo Souza in Gonçalves, 2018. was simply incredible. The visual effects and the aggregation of the modern with the old were undoubtedly fantastic. One of the best and most creative films I've ever seen'; Wakanda reminds us of Russia a little when Zizek says that it is a balanced country, without social problems, rich and happy, but without contact with the rest of the Earth. It is impossible to live on Earth and not depend on anyone. No one on earth is rich alone. The problem with Hollywood is that the films and their stories are poor but full of minor details. The speech of the characters is poor and instead of a good speech Hollywood prioritizes the movement of people, automobiles, airplanes and weapons. We even want to have a position in the film which is impossible because there is no talk to show the reason why actions and attitudes. Hollywood wants to make films on subjects where the conversation should be long;
Hollywood would never make a movie against the establishment, even more with a degree of notoriety equal to the Black Panther;
Hollywood, has no more subject matter, and is now exploiting the blacks. Hollywood is more concerned with what its next market is going to be, because matters are exhausted;
My 13-year-old daughter liked the movie. She felt identified;
I've been a Black Panther and Luke Cage reader since I was 9 in the 70's, and as a reader I felt immersed in the HQ narrative of that time. We had few black heroes with whom we could identify. The film bothered me not to swallow the viewer into the narrative. At crucial moments the jokes worked like an anti-climax and had doubtful content (the sister asks to accelerate the ceremony because the clothes bother !!!!). By the time they cut the CIA agent's word I thought the movie would turn into an episode of "Everybody Hates Chris" or another American bullshit. Some passages reminded me of 007 movies (showing the technologies he would use in South Korea). In the South Korean scene, I thought maybe Tarantino would be a better option to direct this film in the action scenes, choice of soundtrack and what he did in "Jackie Brown." Just as the drink takes away the Black Panther's strength from the main hero, I think the film as a whole is coldly calculated to take away whatever venom it may have in a narrative about blacks in the US. The characters are emptied of content to such an extent that a CIA agent becomes only a skilful pilot.
In addition, "Black Panther": a "black nation" emerges by Achille Mbembe (2018) was translated and published by Medium, which also received a number of responses:
The film was unexpected; the best Marvel has done so far. Michael B. Jordan is incredible;
Thank you for translating and posting this text. I have not even seen the film yet, but I was distressed at how many white academics were criticizing the film without any deep knowledge about the work or about Africa. These criticisms I only see as a possibility, that of non-representativeness. For the first time in the history of Blockbusters, blacks are not the slaves, but the protagonists, the heroes, the spies, the scientists, the warriors. It is something so surreal to white academic, capable of generating so much perplexity, that his intellect only gets a justification for his lack of understanding, that "the movie is not so good", "contains flaws", "have language errors, of grammar", or even more obscure things coming out of old dictionaries: "This text was a balm. Thank you! The hashtag #WhatBlackPantherMeansToMe/#CosaBlackPantherSignificapormim created by the American Kayla Marie, also received the following responses in Brazil:
I'm amazed, touched and shocked! The strength of Wakanda took me over and gave me even more strength in the fight!;
Seeing that thousands of children now have a super hero who looks like them;
To see my father, with nearly 50 years, want to cry to finally be seeing one of his favourite characters from comics on the movie screen, something that he never thought to happen.
A general overview of three selected issues with regard to the film The film allows a critical analysis from various perspectives. Hence, this article focuses on three aspects: black representation in the audio-visual; representation of women;
the repetition, which is functional to the interests of the film, as well as the use of binary divisions of wrong/right and good/bad. Undoubtedly, one of the aspects most positively commented on was that the movie promotes black representation in Hollywood cinema and, consequently, worldwide.
Tillet (cited in Cardoso 2018) reiterates that 'since Malcolm X by Spike Lee in 1992, there was no such hype and hope surrounding a film in the African American public'.
According to Freitas (2018) , 'with a mostly black cast, a black director, screenwriter and costume designer, as well as a speculative fiction based on a narrative of black experience, the movie can be considered as an example of Afro-Futurist production'.
Considering this achievement, the movie becomes an important tool to denounce the page 09 of 27 Number 33, 2019 ISSN 2617-3255 lack of black professionals in the audio-visual world.
With regard to the representation of women, despite a positive first impression, a more in-depth analysis can raise some doubts. Although women take a spectacularly emancipated and autonomous position, a deeper observation reveals that they continue to be represented within a hetero-normative stereotype, reproducing a patriarchal vision of society. The attitude of the bald warrior, declaring herself faithful to the throne, regardless of who occupies it, in her unquestioned and submissive execution of preestablished orders is familiar. It may refer to Hanna Arendt's The banality of evil (2013) or, for a Brazilian public, to the short film The day in which Dorival faced the guard (1986) by Jorge Furtado, where a prison guard cannot give any justification for his behaviour, except for the execution of orders coming from anybody the guard is able to identify. 5 The only moment for the women warriors to make an autonomous decision is when they venture on a strenuous path to ask for help from the lord of the mountains.
He will be the one who solves the situation, repositioning them in their place: on the side of a strong man, whether a brother, a husband or a son. The hetero-normative view is also reinforced by the wholly unnecessary narrative of the romance between the good king and the rebellious fiancé. As Oliveira (2018) observes, 'Shuri -the good king's sister -represents the jumpy joviality of the scientific ideal, but without mention the relations between race and science (and, I would add gender) in the century'. This issue is not even raised through the use of bitter and subtle irony, as is the case throughout the film, for example, in the phrases uttered by some of the characters in the film such as '[i]t is not magic, it is science'; 'the wig is a disgrace'; and 'we do not eat you, we are vegetarians'.
The movie is organised entirely through the right/wrong polarisation embedded not only through the two main black characters, but also by the two white co-adjutant characters. This polarisation is strategically used to leave the viewer constantly in a dubious position, functional to the development of the film's plot. Equally, at the very beginning of the film, the photo of Huey Newton, one of the founding leaders of the It spreads an urgent need to "take over the territories" and to call for collective action, to ensure that this moment is not temporary, as stated in the comments to Gonçalves' article. In recent years, the Afro-Brazilian community has increasingly taken up voice and denounced the existing, but denied and hidden, racism in the country. colonizer and the colonized' (Santos 2003:27) . On this different organisation lies one of the main divergences regarding the manifestation of racism in the two countries: if in South Africa it is clearly stated, in Brazil it is hypocritically hidden. Owing to these reasons, it is not surprising that the film has been received positively, especially within the context of the urgent need, by the Brazilian black movement, of taking up voice.
On one hand, the film undoubtedly generates positive effects on the self-esteem of children, as well as adults, who finally see themselves as protagonists of a good story.
On the other hand, the answer to any criticism of the film is: 'the film is a marvel superhero, and as such, we cannot expect it provides any in-depth socio-political analysis'. This type of response, highly diffused among the public, becomes problematic in denying the socio-political role of entertainment produced in the United States, which, owing to its incomparable possibilities of funds, media, technologies and visibility, has a global effect. The spectacularity of costumes, scenery and special effects seems to confirm Debord's (2003:17) thought that 'the spectacle presents itself as grandiose, positive, indisputable and inaccessible. Its only message is 'what appears is good, what is good appears'. The attitude that it requires, in principle, is one of passive acceptance which, in fact, it has already obtained, insofar as it appears without reply, led by its monopoly of appearance'. As in the Situationist framework, the final effect of Black Panther is to silence the viewer. I cannot deny, for example, that I wasn't personally dazzled by the scenery and the costumes, and that this magnificence had contributed to a misinterpretation of first impressions regarding the role attributed to women and their representation. This silencing effect is also echoed in the statement that 'Black films also deserve large budgets'. There is no doubt about the legitimacy of this demand, but the question remains whether the magnificence of appearance is sufficiently responsive to the urgent demands of black women and men around the world. The uncritical reception by some parts of the black movement and the lack, in most cases, of a more politically complex response, is surprising. Rhaysa Ruas, a militant researcher and black lawyer, shared the following sentiment: 'see the comments on the internet, especially by our 'black movement' clapping the film, made me sick. Depressive.
We are dying and they are applauding to this. So much struggle, to end applauding this.
I was so devastated that I stopped writing and express my thoughts about it'.
Another positive aspect was the fact that the film offered a useful instrument to be used by teachers in classrooms to address racial issues in Brazil. The article 5 ways of talking about "Black Panther" in your class (Peres 2018) lists at least five subjects that can be introduced and discussed in middle and high school classroom: one, African myths and respect for ancestry; two, African reigns; three, the strength of women; four, African colonisation in the nineteen century; and, five, black movement: widespread enthusiasm amongst the global black community regarding the fact that Wakanda and the movie itself, offer a place where blacks have the possibility to "just exist", and not exist in relation to a white ontological social violence. However, what does this 'Afrofuturist Eden', as defined by Bruney (2018) , represent and offer?
Wakanda is an African country that was able to avoid European colonisation and became one of the most developed on the continent, embodying African modernity.
At the same time, Wakanda is a romantic kingdom of extremely closed warrior kings, whose richness comes from a mineral. These elements demonstrate the lack of space in Wakanda, for a different project. The future/modernity binomial gives continuity to a perception of history as linear, progressive, cumulative; where progress, development and fundamentally richness, become two sides of the same western modernity. There is no way for a rhizomatic modernity, different from the one derived or counterfeited from a Euro-American origin. Alternatively, a multiple modernity is one that demands to be apprehended and directed in its own right (Comaroff & Comaroff 2012 ) and that originates from the recognition of the uniqueness of history, and "other" individuality.
On the contrary, reference to a tribal vision of Africa perpetuates a vision that is halfway between the romanticism of the 'sense of community', and the primitive state to which African society must be relegated. To crown this distortion, the reference to a mining economy reproduces exactly the same organisation of the extractive colonial economy, even going as far as the racist power relations. This racism reverberates in the words of the bald warrior's boyfriend when he states that 'by opening our borders to the refugees, we will bring their problems into the kingdom'. The use of the word 'refugees', in a world like the current one, affected by several crises of humanitarian exodus (into the Mediterranean Sea but also at the border of the USA) cannot go unnoticed. The division between us/others on the basis of colonialist thought becomes clear. The possibility of imagining a different black future, vastly different and legitimated by Afrofuturism, is completely lost. Rather than being interested in contributing to a black unity, Marvel's Black Panther seems to be interested in reinforcing the dominance of US cultural imperialism, be it white or non-white, operating for the interests of the market (Fagundes 2018) to sell to any potential consumer, whether white or black.
Black Panther's Afrofuturist vision does nothing more than replicate the current global value system, simply reversing the colours of the skin of the power holders. Thus, it becomes important to remember what Steve Biko (1978:48) defines as black consciousness:
Being black is not a matter of pigmentation. Being black is a reflection of a mental attitude [...] The fact we are all not white does not necessary mean we are all black. Non-whites do exist and will continue to exist for quite a long time. If one's aspiration is whiteness but his pigmentation makes attainment of this impossible, that that person is a non-white. In conclusion I would like to situate my criticism of the film into two wider critical discourses.
The first, regarding the appropriation of social struggles by the cultural industry. The second, the suspicious renewed interest in the African continent in order to satisfy the need of capital to continuously find new frontiers of accumulation (from raw resources to subjectivities). As a result of the present rediscovery of the African continent, not only in Brazil, and of which Black Panther represents just one manifestation, we must keep alive that critical reflection that Oliveira (2018) describes so well (I would say, by cognitive capitalism):
Africa, it does not exist properly, is more a strategic myth, reiterated by privileged intellectuals of the academic jet-set and run by an entertainment empire that uses the tensions of the moment to spread the exaltation of the forces of war, bureaucracy and science run by corporate capitalism.
As Almeida (2018) remarks, blacks started to identify themselves with their history, they become proud of their physical traits, their culture and they fight against racism, which is a very positive movement. However, the goal of the cultural industry is make profit, and cultural expressions and social struggles often become attractive to anyone who knows how to spot market trends.
There is no intention in this article to dismantle this movement. On the contrary, it is about demanding a reparation process proportional to the gravity of the injustices suffered and that continue to be perpetrated.
Thereafter, Kobena Mercer (quoted in Eshun 2004) , comparing the work of the Black Audio Film Collective (active in the eighties) with that of young successful black artists of the 1990s, declares that 'younger artists no longer feel responsible for a blackness that is itself increasingly hypervisible in the global market of multicultural commodity fetishism. [...] Artists today evince a coy slipperiness of address, aesthetic, and selffashioning, an elusive approach that can be understood as a protective response' (Eshun 2004:39) to "diversity increasingly administered as a social and cultural norm in postmodernity (Mercer 2000:57) ". In this respect, the definition of Afrofuturism proposed by Mark Dery becomes delicate.
He argues that Afrofuturisms are 'speculative fictions that address African-American themes and African-American concerns in the context of twentieth-century technoculture' (Dery 1994:180) . Its origin is bound to the American context but comes, over the last 20 years, from a widening black diasporic interpretation worldwide. Screenshot of comments about the film: On the top: Hollywood would never make a movie against the establishment, even more with a degree of notoriety equal to Black Panther.
On the bottom: Hollywood has no subjects anymore, so it is exploring black people.
Hollywood is more concerned about what its next market is going to be, because affairs are exhausted. visions. This has already been demystified by some issues presented in this article by linking the definition of multiple diasporic identities and the relation between tradition/ modernity implicit into the concept of Afrofuturism. The vision of a united Africa, often idealised -especially by the diasporic black movement -through the use of Pan-Africanism as one of the political-intellectual paradigms that dominate the African discourse, must be revisited. Referring to the effect of the maintenance of this paradigm in a world in transformation, Mbembe (2015:68) affirms, These distances between the real life of societies, on the one hand, and the intellectual tools by which societies apprehend their fate, on the other, imply risks for the thought and for culture [...] In addition, they block any form of renewal of cultural criticism and ar tistic and philosophical creativity, besides they reduce our ability to contribute to contemporary reflection on culture and democracy.
We can transfer this alert to the kind of black future that Black Panther wants to promote. Following Mbembe's definition of Afropolitanism, a concept in contrast with
Pan-Africanism and associated with Afrofuturism, looking at who would be the depository of this black future, Mbembe (2007) states that 'this "open spirit" (the becoming-black of the world ) is perceived even more profoundly among many artists, musicians and composers, writers, poets, painters -workers of the spirit -who awaken from the depths of the post-colonial night'.
Afrofuturism, a claimed black future, therefore, seems to be in the hands of a small intellectual elite who, according to the author 'are fortunate enough to have had the experience of several worlds and have practically never ceased to come and go' (Mbembe 2015:71) . We are far from the reality of the majority of black people in the world, diasporic or not. The reference to a black future becomes only a symbolic value to which the market appeals as an infinite field of exploration offered by the cultural industry, confirming 'culture (and I would add entertainment) is expanding, like never before, into the political and economic spheres' (Yúdice 2013:34 (2005) to Mbembe (2007) and the almost unique translation of some authors.
The uncritical reception of Black Panther by some parts of the Afro-Brazilian black movement and the lack, in most cases, of the articulation of a politically more complex response, shows the decolonisation of knowledge and thought requires serious commitment with an enlargement of clarification that can fortify a critical discourse.
As seen in the analysis for this article, the absence of translation of texts into Portuguese, for example, confirms the academic English-speaking imperialism and proves to be a problem for decolonial practices. It allows some of the most fashionable authors, who Oliviera (2018) calls 'academic jet set[ters]' to become the only voice heard. This is owing to the absence of tools that can sustain a critical reception. If there is no doubt about the need and the urgency to spread the attention about decolonial issues, and the denunciation against white and Eurocentric ideologies, we must be careful King T'Challa (Black Panther) ended his speech at the UN promising that Wakanda would undertake an international cooperation program putting its mineral wealth at the disposal of all the nations. He closed his speech by saying that the world is one tribe.
Before he left the pulpit a white sir, probably, a representative of some European country makes a question: what a nation of farmers can do for the world? King T'Challa makes an ironic face and the film ends.
If I were a representative of Brazil at the UN and I was there during his speech, I would have some questions. For example:
• Why did not Wakanda first choose to help the countries of Africa that are suffering for misery and wars? There are millions of people in the continent dying of hunger and AIDS.
• Since vibranium is used to cure serious diseases, why does Wakanda not use it to heal hundreds of millions of Africans from AIDS, Ebola, and Cholera?
• Why does Wakanda not use his military power to end wars in Africa, defeat Boko Haram and sweep Africa's dictatorships by helping these countries to have democratic and popular governments?
• Why does not Wakanda use its military power to compel the great colonial, and neo-colonial, and post-colonial powers to promote real reparation by returning to Africa all the material and cultural wealth plundered from Africa and the Americas during 400 years of slavery?
• What in the movie symbolizes your bastard brother? That every diasporic black is a bastard and not a real Afro-descendant?
• It is unlikely that Africans from southern Africa, where the kingdom of Wakanda is located, were brought to the United States as slaves. Why, then, to buy a building and create a super-equipped international center for black children and young people in an American ghetto, and not in Soweto, which should be closer to Wakanda than New York, or in Kinshasa/Congo, or Nairobi/Kenya?
• In the cartoon your sister tries to be one of the challengers to be the next black panther but she has been stuck, was not?
